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Although I agree both films can be considered road movies, I consider necessary to go beyond defining the road as a site of freedom from conventions. Romanielo's perspective is consistent with Hollywoodian generic conventions of road movies as setting "the liberation of the road against the oppression of hegemonic norms" (COHAN & HARK, 1997: 1), but, by associating the road with freedom from conventions, she also limits the critical possibilities of her own analysis. For example, Devin Orgeron (2008) questions the idea of rebellion associated with road movies, since they "extend a longstanding cinematic tradition that posits a hopeless and lamentable mobility in an effort to eulogize or find stability" (ORGERON, 2008: 2) . In other words, Orgeron understands the road movie's obsession with movement as an expression of modernity's anxiety of culture moving away from the stability of community and tradition.
Likewise, the road also elicits a metonymical potential of having the travelling hero representing the identity crisis of national cultures since, according to Marcio Markendorf, "the protagonists of road movies are the modern anti-heroic versions of old conquistadores and their expading territories. By operating in the poetic counterpart of the latter, road movie characters unravel their internal borders" (MARKENDORF, 2012: 224) . This is a very relevant point to think about the limitations of an exclusively generic reading of the so-called road movies since protagonists of travel narratives carry with themselves beliefs that often collide internally with the cultures they interact with along the way.
For instance, The Motorcycle Diaries opens with an expectation for adventure across a hegemonic continent, which, Ernesto says in voice-over 11 , he and Alberto only know through books. In addition, Alberto's expectation of "discovering" new lands, new hymns, and new fruits echoes the Spanish colonial rhetoric. As a result, the protagonists's initial expectation of discovering an unspoiled essence at the heart of the continent could be related to the myth of finding El Dorado, prevalent among Spanish conquerors. Likewise, On the Road opens with Sal's fascination with the West, which not only refers to the Western movies, but also to the expansion of the Western frontier, one of the first enterprises of the United States as colonizers. Hence, although the protagonists seek to escape the constraints of life in Buenos Aires and New Jersey, their journeys are not entirely unconventional since they resemble colonial circuits in Latin America and North America. 11 Sarah Kozloff (1988) defines voice-over as "distinguishable by the fact that one could not display the speaker by adjusting the camera's position in the pictured story space; instead the voice comes from another time and space, the time and space of the discourse" (3). Therefore, by going beyond a generic reading of the films, it is possible to investigate what Markendorf (2012: 224) calls the characters' internal borders, that is, their internal conflicts regarding cultures, allegiances and different forms of oppression.
Another similar perspective is offered by Norma Alarcón through the concept of "multiplevoiced subjectivity" (1998) . Alarcón refers to Rosario Morales, who wants to claim herself to be "'puertorican, and U.S. American, working class and middle class, housewife and intellectual, feminist, Marxist and anti-imperialist'"; she also refers to Gloria Anzaldúa, who questions "'What am I? A third world lesbian feminist with Marxist and mystic leanings. They would chop me up into little fragments and tag each piece with a label'" (ALARCÓN, 1998: 152, author's emphasis) . Although the concepts of internal borders and multiple-voiced subjectivities are not the same, both deal with the inner subjective fractures, in contrast with a supposedly unified -Eurocentricsubject.
Considering that the protagonists of both The Motorcycle Diaries and On the Road are white men, one from Argentina and the other from the United States, the issue of internal borders is primarily discussed in this article regarding the positions of comparative privilege they occupy in neocolonial contexts. Neocolonial existence implies a multiple subjectivity since the individual belongs to two or more cultures while not belonging exclusively to neither. Therefore, neocolonial subjectivity calls the Eurocentric notion of the subject as a unified beingthe Cartesian producer of knowledgeinto question.
If decolonial authors have been questioning eurocentrism in a movement departing from the South towards the North, 12 there have been attempts in the North to decenter Anglo-European as the reference culture to the rest of the world. Indeed, José Jorge de Carvalho (2001) discusses different attempts to reform Anthropology and their limitations:
the ethnographic gaze has resulted from a decentering within the western worldview through which the European culture stopped being considered the reference culture. However, such decentering separated the gaze of the ethnographer, considered to be civilized, from the gaze of the 'native', the one looked upon; the latter gaze being construed as 'natural ', non-critical (CARVALHO, 2001: 110) .
Hence, even as anthropology tried to reform itself, it reproduced an already existing colonial power relation based on who gazes at whom. In addition, Carvalho 12 Although postmodernism has turned terms such as North and South dated, I am using them in this article on purpose to cause reflection about how positionalities might still be relevant in a world that, despite its supposedly borderlessness, still is very much geographically heterogeneous. I go back to this issue in the next sections. who have criticized anthropological authority. Indeed, considering Clifford's ideas, we see that he has "been arguing that ethnography (in the normative practices of twentieth century anthropology) has privileged relations of dwelling over relations of travel" (CLIFFORD, 1999: 22) . In other words, Clifford is interested in decentering or displacing ethnography from fieldwork and the problematic notion of "native" to the locus of the village, attempting, instead, to consider the anthropologist not bound to the land but as a traveler. After all,
[T]ravelers move about under strong cultural, political and economic compulsions and certain travelers are materially privileged, others oppressed. These specific circumstances are crucial determinations of the travel at issuemovements in specific colonial, postcolonial and neocolonial circuits, different diasporas, borderlands, exiles, detours, and returns (CLIFFORD, 1999: 35) .
Although Clifford highlights the relational element in traveling by establishing traveling as common denominator, there is also the risk of assuming that anthropologists and "travelers" are now on equal terms. In fact, Clifford himself points out another limitation of his project since "my own attempt to multiply the hands and discourses involved in 'writing culture' aims not to assert a naive democracy of plural authorship, but to loosen somewhat the monological control of the executive writer/anthropologist" (CLIFFORD, 1999: 23) . As we can see in Clifford's words, even though travel as concept raises relevant questions about anthropological practices, he is not willing to relinquish authorship, that is, he still occupies the authoritative position of knowledge producer since,
If we relate to something as knowers, learned people -le sujet supposé savoir, the subject of the production of knowledgeit is impossible to have another relationship to learning. No anthropologist has ever, in the history of anthropology, been able to suggest that there is a ratio in the culture studied which is the equivalent of European reason. They have knocked European reason, but nobody has ever been able to substitute for it. On the other hand, it is not true that there is no ratio anywhere. It is not possible to discover it while you remain le sujet supposé savoir. Reason is not ceded (DANIUS; JOHNSON, 1993: 49) . Besides Anthropology's own conflicted attempts to reform itself, deconstructionism has critically considered European culture from within in terms of language, arts, politics and philosophy. For instance, "Derrida borrowed and transformed structuralism's idea that we tend to conceptualize our experience in terms of polar opposites, [...] not[ing] that these binary oppositions are also little hierarchies" (TYSON, 2006: 254) . Likewise, we can think of Deleuze and Guattari's rhizome as a spatial form of thought that attempts to be non-hierarchical:
The rhizome connects any point to any other point, and its traits are not necessarily linked to traits of the same nature; it brings into play very different regimes of signs, and even nonsign states. [...] It is composed not of units but of dimensions, or rather directions in motion. It has neither beginning nor end, but always a middle (milieu) from which it grows and which it overspills [...] Unlike a structure, which is defined by a set of points and positions, with binary relations between the points and biunivocal relationships between the positions, the rhizome is made only of lines: lines of segmentarity and stratification as its dimensions, and the line of flight or deterritorialization as the maximum dimension after which the multiplicity undergoes metamorphosis, changes in nature (DELEUZE & GUATTARI, 2005: 21) .
And, in turn, the line of flight, or line of becoming:
is not defined by points that it connects, or by points that compose it; on the contrary, it passes between points, it comes up through the middle, it runs perpendicular to the points first perceived, transversally to the localizable relation to distant or contiguous points. A point is always a point of origin. But a line of becoming has neither beginning nor end, departure nor arrival, origin nor destination; [...] . A line of becoming has only a middle. The middle is not an average; it is fast motion, it is the absolute speed of movement. A becoming is always in the middle; one can only get it by the middle. A becoming is neither one nor two, nor the relation of the two; it is the in-between, the border or line of flight or descent running perpendicular to both (DELEUZE & GUATTARI, 2005: 293) .
As we can see, the rhizome implies a different relation with space 13 , one that attempts to be non-hierarchical, that is, that continually undermines binaries by moving in unexpected directions. The rhizome does not erase the points that form binarial 13 In terms of time, however, there is still a certain linearity. Although the viewer can delay events by pausing and by using slow motion, still, he or she cannot change the order of the events. Film editing software allows viewers to do so but, by rearranging events, the viewer is also creating another film to be watched linearly. The only possibility I can imagine of a non-linear cinema regarding time is that of a serial film made of independent sections that can be easily rearranged by the audience while watching. Clifford's (1999) discussion of displacement and of Deleuze and Guattari's rhizome (2005) , making some critical points from a decolonial standpoint while also looking for conflicts in the protagonist's internal borders.
Discussion
The Motorcycle Diaries initiates with the expectation of adventure through a homogeneous continent. At the café sequence in the beginning of the film, Alberto talks about his expectations about reaching Guajira peninsula in Venezuela: "stomachs full of wine, tropical beauties. If luck is on our side, a few girls" (THE MOTORCYCLE, 2004 ).
Alberto's comment reinforces a vision of Venezuelaand of South America per extensionas a tropical paradise, implying a dangerous parallel between virgin land and female bodies to be explored by modern conquistadores. In fact, Rita Lauro Segato establishes the native female body as an intersection between colonialism and patriarchy since the colonial gaze "introduces an alien morality that reduces the indigenous female body to an object while also introducing notions such as sin and capital crimes. We must relate the modern colonial exterioritybe it scientific, commercial or segregationalto the pornographic aspect of the colonial gaze" (SEGATO, 2010: 18) .
The expectation of adventure through a homogeneous continent is also cued by the linearity of the route traced on a map. In the same sequence, as Ernesto mentions each place they plan to visit, in voice-over, synchronically, we have an extreme close-up of Alberto's hand tracing it in their itinerary on the map (Picture 1). Since the traced line on the map is continuous, it creates the assumption that the journey will be forest. In addition, the protagonists are exposed to regional variations 15 in Spanish, to different languages such as Mapudungun 16 and Quechua 17 , and to rural, oral cultures 18 . Unfortunately, I cannot comment on all the examples of cultural and linguistic fragmentation the movie brings 19 . However, I would like to point out one specific example 15 In the sequences at the food market in Temuco and aboard the ship on the Amazon river. 16 In the sequence where Ernesto and Alberto hitchhike with a young Mapuche and his father. 17 In the sequence in Cuzco where Alberto and Ernesto interact with a group of Quechua craftswomen. 18 In the sequence with the two Mapuches, Ernesto and the young Mapuche man have different perspectives towards the blind cow, indicating a contact between different cultures. Moreover, in the sequence in Cuzco, one of the Quechua craftswomen is bilingual and can translate back and forth to Spanish, while another woman could not speak Spanish because she did not have the opportunity to go to school. 19 For an in-depth discussion of cultural, linguistic and class fragmentations in the movie, see my thesis (MAYA NETO, 2017) . with the young man in Spanish. The young man speaks Spanish but seems not to be very interested in talking to Ernesto. And when Ernesto calls attention to the cow, which is going blind, the young man shrugs his shoulders and replies "for all the shit she sees".
For the young medicine student from Buenos Aires, the cow's failing vision is a problem that must be treated. But for the poor Mapuche peasants, the cow going blind is nothing extraordinary, it is just one more unfortunate thing bestowed on them.
The linguistic and cultural contact between Ernesto and the young Mapuche has deep political implications. Since "being part of modernity implies accepting the cultural values of the center and following its rules, while being neocolonial means being incapable to do the aforementioned and, at the same time, being unable to leave the system and make a new way" (PRATT, 2009: 22-23) , the spectator sees that both Ernesto and the young Mapuche are neocolonial but the former aspires to emulate the rules of [post]modernity while the latter is conscious of the futility of such aspiration. In other words, Ernesto occupies a conflicted position as a neocolonial subject on one hand, and as a white Buenos Aires medicine student, on the other.
The internal conflict the protagonist experiencesbetween his comparative privileged position as a traveler by choice, unlike many people he meets who are forced to travel to survive, and his empathy towards their sufferinglends a special neocolonial meaning to the otherwise very European tradition of traveling as a form of bildungsroman.
Hence, this conflict in the movie constitutes what Markendorf (2012: 224) calls internal borders, which I previously discussed. Interestingly, we can see Ernesto's internal borders in his diary of the first Latin American trip, in the sometimes-conflicting voices about issues of race and of coloniality 21 , an indication of the dialectical questioning of himself. And only in his diary of the second trip across Latin America (GUEVARA, 2011), the conflicted inner voices give way as Ernesto gradually forms his own worldview based on his activism and on meeting many left-wing exiles. In contrast, Ernesto's internal 20 In his diary, the location is indicated by Ernesto as near Malleco (GUEVARA, 2003: 61) , which is located between Temuco and Los Ángeles, in Chile, in the Mapuche region. So, it is possible the two men are Mapuche speaking in their language, Mapudungun. 21 Because of space limitations, I refrained from including and discussing excerpts from Guevara's diaries. I will probably write an article in the future only about his first two diaries. borders are less conflicted on the film, as the character undergoes a more straightforward transformation. Because of the specificities of film adaptation and film languagethe challenge of adapting a transformative journey that took place in two different travels into a single narrative; and the more psychological insight literature can give as opposed to the more dramatic or visual elements of cinema -Ernesto deals with his internal borders through encounters that impel his transformation.
A turning point in the film's narrative takes place in a cold Atacama Desert night when a peasant couple (Picture 5) looking for work in the mines shares the comfort of a fire with Alberto and Ernesto. The sequence starts with an extreme long shot of the desert landscape with the Andes Mountains in the back. As a truck driver refuses a lift to Ernesto and Alberto, they approach two human figures. As they approach, we hear in voice-over Ernesto greeting the couple and introducing himself. Then, the camera cuts to a sequence of medium close-ups of fire crackling and a kettle, Alberto, the couple, and Ernesto. The pauses between the lines of the characters, the absence of musicbesides the voices, the only other sounds are the fire crackling and crickets chirpingand the darkness enveloping the characters create tension.
The tension increases as the audience gradually learns the couple have been expelled from their ancestral lands for being communists, and that they are now forced to look for work in the dangerous mines in order to survive. Shot and reverse shot indicate the emotional reaction of Ernesto and Alberto as they hear the dire history of the couple.
Then, as the woman asks if Ernesto and Alberto are also looking for work, Ernesto replies they are not, so the woman asks: "why do you travel?". Alberto, unsure about what to say, looks at Ernesto, who reluctantly answers "we travel for traveling" (THE MOTORCYCLE, 2004). Here we have the contact between those that are compelled to travel, because of land conflicts and political repression, and those that choose to travel because they like it. Even though Alberto and Ernesto do not have their motorcycle anymore and rely on other people's solidarity to get by, their harsh journey becomes a privilege compared to the couple's, who have been deprived of everything besides the comfort of each other's company. The tension reaches its climax as we wait for the couple's reaction to Ernesto's honest answer.
Fortunately, the tension is resolved as the couple interprets Alberto and Ernesto's way of traveling as a blessing. Clearly touched, Ernesto removes the blanket which was wrapped around his body and hands it to the couple, and Alberto offers them a hot drink, un mate. The initial tension is dissolved, and the symbolism of the sequence is resignified. The glow of the firelight on each one's faces, the contrast between the cold darkness beyond and the orange warmth of the fire, the medium close-ups, followed by an establishing shot of the huddled figures around the fire set against the cold and The shots of the two margins are alternated with shots of Ernesto swimming (Picture 6). There is no music and what sets the rhythm for the sequence is Ernesto's asthmatic wheezing, desperately trying to get air in his lungs as he swims southward. We can also hear muffled sounds coming from the two margins, as the Northerners try to dissuade Ernesto and the Southerners urge him on. And like the sequence in the desert night, the darkness of the sky above and of the murky waters below threaten to swallow the protagonist. Besides a fitting last feat of bravery in Ernesto's rite of passage, the river crossing also carries an allegorical symbolism of border crossing: crossing this geographical obstacle that helped segregate those considered healthy from the leper patients also stands for a political commitment that would be a major driving force in Ernesto Guevara's later years. The North margin with all its infrastructure and specialized staff comes to represent at the same time the point of departure in the narrative -Buenos Airesand, more importantly, Europe and the United States. The South Margin with its precarious infrastructure, inhabited by lepers rejected by their families, stands for the former colonies that are now dependent on capitalist countries. It is precisely the physical following and aesthetic mapping of the various roads and routesor Deleuzean lines of flightthat characterize the entire narrative. From the beginning, On The Road produces the road narrative as rhizomatic. As a horizontal, rhizomatic mapping of the literary, cultural, and political "American" landscape, the novel does more than just reject an arborescentthat is, a more vertical, hierarchical, goal-oriented, or, if you will, touristmodel of traveling (Abel, 2002: 230) .
Likewise, in the film, the reasons that motivate each trip become secondary in comparison to the act of traveling. In that sense, the protagonists do no hit the road only to escape conventionswhich they attempt to do to a certain extentbut also to seek the "in-betweenness" of the way, Deleuze's line of flight or becoming, opening the possibility for new signification. In Sal's case, since he is the homodiegetic narrator 22 , the whole film can be interpreted as his attempt to write On the Road. 22 A character narrator is a resource commonly employed in biopics to create a sense of subjectivity and is frequently used in association with voice-over narration. actually erases neocolonial relations altogether from his own discussion of deterritorialization and reterritorialization.
In contrast, Margaret Collopy discusses the appropriation of black culture by white counter-culture writers such as Kerouac, whose "tendency to appropriate bop culture presents itself a cruel irony as his writingsparticularly On the Roadestablish his stark romanticism of racial minorities" (COLLOPY, 2016: n.p.). Similarly, Jon Panish criticizes Kerouac for his "romanticized depictions of and references to African Americans (as well as other racial minorities -American Indians and Mexican-Americans)" since they "betray his essential lack of understanding of African American culture and the African American social experience", comparing "Kerouac's novelistic attitude toward racial minorities [...] to the stance of those 'romantic racialists' of the 1840s and 1850s" (PANISH, 1994: 107) .
Overall, the issue of race in Salles' movie adaptation is more subtly present than in Kerouac's novel. Sal works side by side with Mexicans, Chinese and African-Americans in menial tasks, but he does not romanticize their social condition.
Furthermore, Sal and Terry's short relationship seems to happen more as a result of attraction and loneliness than of sexualizing the color of her skin. There is indeed an interratial sex sequence, but the lighting makes their colors seem almost the same 23 Galatea is a specially interesting character for a gender discussion since Dean convinced Ed to marry her for her money, and the two of them leave her stranded on the road. She is angry and demands they come back for her, but, eventually, she seems to conform to the position of wife, scrubbing the kitchen floor and talking about how to sexually please Ed. ANO 8.
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(Picture 12). Racial conflict is subtly indicated by Terry's father frowning at her during dinner, the white foreman's scornful look at Sal in the cotton field, a sign "No beer sold
to Indians" at a market where Sal casually steals some food, and the hostile reaction of a black woman to Sal's stare at her in a black neighborhood in California.
However, race, gender, and neocolonial issues become more apparent as the two white gringos cross the border into Mexico. Everything seems exotic to the two travelers the people, the food, the intensity of sex in the whorehouse, even the size of marijuana (BELLEI, 2000: 150) . This is especially problematic if we consider the contemporary backlash against immigrants in the United States and the project of walling off the whole of the U.S.-Mexico border.
Conclusion
Although The Motorcycle Diaries (2004) and On the Road (2012) can be considered road movies, the analysis should go beyond identifying generic conventions, important as they may be. An exclusivist generic reading runs the risk of not considering the contacts protagonists make and the conflicts that arise in terms of internal and external borders. Furthermore, displacement and traveling as potency of becoming must be carefully considered in order not to erase power relations, especially when white men occupy the position of homodiegetic narrators/privileged travelers.
In The Motorcycle Diaries, displacement does not come so much from the potency or circularity of the narrative, but from the de-centering of the expected homogeneous continent. Such displacement is achieved by frustrating the protagonists' initial expectation of finding a center of unspoiled essence, encountering in turn a multitude of North to South, the latter metonymically functioning as a symbol for neocolonial countries. In On the Road, displacement arises from the circularity of traveling, which is related to the potential of returning to traveling, of becoming, of creating new meanings.
It is not surprising, then, that the act of traveling becomes associated in the film with the themes of creativity, energy, life and living on the edge, which, in turn, are associated with Sal's very peculiar writing process. And although the film adaptation is much more subtle in dealing with race issues than the novel, gender issues and the stereotypical portrayal of Mexico are present and should not be ignored. Unlike The Motorcycle
Diaries, On the Road does not create enough spectatorial distance regarding neocolonial issues and that might explain why, as well as the reverential tone towards the Beat movement, it failed in emotionally affecting the public as the former film did.
Finally, in using the terms "North" and "South" in this article, even though they are usually associated with Anticolonialism and Twentieth-Century Marxism, I am interested in causing reflection about how positionalities are still relevant in a world that, in discourse at least, is described as borderless but that is still very much geographically heterogeneous. If, on one hand, global capitalism has intensified fluxes around the world as Appadurai (2006) 
